This anthology is the result of a scholarly collaboration we started in 2011. Thanks to the generosity of the Center for the Arts in Society and the Frank-Ratchye STUDIO for Creative Inquiry at Carnegie Mellon University we were able create Listening Spaces, an interdisciplinary project to examine the variety of ways people listen to, consume, and produce music in an increasingly digitized world. It was an attempt to combine the methodological and analytical approaches of music theory, musicology, and psychology with the historical materialism of cultural studies. We also conceptualized our project as a way of bridging a practitioner's emphasis on musical performance with a humanities and social science focus on the objects, cultures and politics human beings create out of music-making. Our approach is not entirely new. This set of concerns is broadly understood as the province of ethnomusicology, which attends to the above set of interlocking concerns with an anthropological thrust. Since the early 1990s these concerns have also been addressed within the field of sound studies, which, as Jonathan Sterne writes "takes sound as its analytical point of departure or arrival" (Sterne 2011, p. 2). While music is not the central focus of sound studies, we were drawn to it precisely because it represented a way to conceptualize the study of music in a way that truly embraced many mediating formats and scholarly disciplines.
Introduction: Listening in on the 21st Century
Richard Randall and Richard Purcell   1  2  3  4  5  6  7  8  9  10  11  12  13  14  15  16  17  18  19  20  21  22  23  24  25  26  27  28  29  30  31  32  33  34  35  36  37  38  39  40  41 9781137497598_02_intro.indd 1 9781137497598_02_intro.indd 1 12/19/2015 11:33:47 AM 12/19/2015 This file is to be used only for a purpose specified by Palgrave Macmillan, such as checking proofs, preparing an index, reviewing, endorsing or planning coursework/other institutional needs. You may store and print the file and share it with others helping you with the specified purpose, but under no circumstances may the file be distributed or otherwise made accessible to any other third parties without the express prior permission of Palgrave Macmillan. Please contact rights@palgrave.com if you have any queries regarding use of the file. (Taylor 2007, p. 4) . We also acknowledge that with the rise of the "Californian ideology" we have increasingly fetishized the devices, software platforms, and other disruptive technological innovations that are increasingly associated with music delivery (Barbrook and Cameron 1995) . In other words, given the unprecedented availability of file formats, storage capabilities, mobile devices, and web-based platforms geared towards music playback and production, it would be easy to focus our inquiry on the objects geared towards delivering music. At first glance, such an object-oriented approach makes sense because our interactions with media are often the most recognizable kind of sonic engagements. It is easy to conflate music's elusive 'objectness' with the reifications required for production, distribution, storage, commodification, and performance. Similarly, it is also tempting and perhaps disciplinarily convenient to reduce music and the associated experiences to sound and psychoacoustics. The Listening Spaces project revealed to us that even in our increasingly digital world, music remains not a thing, but a lattice of affordances, experiences, and actions that are specific to music. We began to focus on listening as a choice that is either made by us or for us for reasons that span from transgressive empowerment to hegemonic oppression. Scholars such as Jacques Attali, Peter Szendy, and Susan McClary have discussed that to listen to music is to make real the promises and qualities it embodies. This project wove together threads from a variety of disciplines and the resulting fabric revealed that musical "listening spaces" are everywhere and each comprises a complex of cultural, psychological, political, and economic meaning. In order to approach these listening spaces we first needed to understand who or what is listening as well as how and why they are listening. Listening is not an idle activity. We are saddled with responsibilities and rights, as Szendy tells us, as listeners (Szendy 2008, p. 4) . Listening expresses as well as creates subjectivity. It also suggests or at least necessitates a certain level of active attention, especially when it comes to music. There is of course the "furniture music" of Satie or the smooth arrangements that play to you while you shop. Style, composition and intent aside, these background musics demand a listener to listen, but at a different threshold of engagement. Yet they all are intended, to borrow a phrase, as forms of accompaniment to activities that for all intents and purposes we think about outside of the musical realm. But what is music? We do not ask this as an empty rhetorical provocation. Rather, taking seriously the activity of listening as accompaniment requires that we become part of an ensemble with our bodies as literal and figurative accompanying instruments .   1  2  3  4  5  6  7  8  9  10  11  12  13  14  15  16  17  18  19  20  21  22  23  24  25  26  27  28  29  30  31  32  33  34  35  36  37  38  39  40  41 PROOF Introduction: Listening in on the 21st Century 3
Here, we looked to Christopher Small's term "musicking" as a guide to understanding the potentially infinite array of activities that define musical engagement (Small 1998) . Central to Small's argument is that we should move away from fetishizing the musical object, whether that be the CD or the musical score, and instead appreciate the rich variety of human musical activity, such as tapping on a table, listening to a portable music player and singing lullabies to soothe a child to sleep. Digital technology has come to mediate many of our intensely personal and communal accompaniments with music. Many have gone from the labor intensive, analog, tactile and at times intensely emotional experience of making a mixtape to dragging and dropping files onto playlists. File-sharing has replaced handing over a piece of vinyl or even burning a CD. Impersonal machines and equations are doing what friends, acquaintances, DJs and record-store owners once did: recommending music for us to listen to and enjoy. When Small wrote Musicking: The Meanings of Performing and Listening (1998) he could not have foreseen the fundamental shift of music's digital medium from binary codes on a compact disk to discreet file formats on hard drives and servers. There is, of course, a very long history of physical formats and copyright to look back on as a guide to our own digitized age. Yet we also believe that the digital age has presented a set of new activities and questions as to what musicking embodied as listening means.
We are reminded of Kate Crawford's call to consider the ways we pay attention online as "practices of listening" (Crawford 2009, p. 525) . Of course, when we use music online, whether through the variety of commercially available streaming services, production tools, or the files on our physical drives, we are obviously engaged in such a practice. Yet unlike a piece of sheet music, vinyl LP or cassette tape, these new musical objects are actively listening to us, too. Some of this functionality is built into the networked devices and platforms we use. Dedicated services like Spotify, SoundCloud, Google Music and many others are designed to make sharing playlists, individual tracks and DJ sets easier. These functions are also built into social media platforms that are not dedicated to music sharing like Facebook, Google+, Twitter and Vine, which make embedding music into web pages or feeds a simple affair. The corporations that design these proprietary services are also listening in through the metadata generated through our musicking activities. And as Edward Snowden has also revealed to us, so is the U.S. government.
By now we also know that the information we both push and pull through our mobile devices and into the Internet also creates a kind of musical subjectivity; one that is an aggregate of all of our musicking and listening metadata. In turn, algorithms summon this musical doppelganger in the form of banner ads, promoted tweets, and recommendations for purchases, Facebook friends, and YouTube videos -all of which demands our musical attention even when (or if) we log off or sleep (Crary 2013) . This is all to say that as we sought to think with the musically inclined subject positions Szendy and Small offer -listener and musicker -we knew that both have to jostle for ontological position with the user; who at least in terms of the commercial Web, is beholden to legally binding contracts and terms of service (not unlike those we implicitly agree to when we purchased vinyl records, cassette tapes or compact disks in the past) that clashes with the "rights" of the listener.
The mediation of music, of course, is one of the hallmarks of its absorption into a capitalist economy. Invoking Debord's idea of the "spectacle," we see how mediation steers and controls choice. Debord writes "… the bureaucratic economy cannot leave the exploited masses any significant margin of choice, since any other external choice whether it concern food or music, is already a choice to destroy the bureaucracy completely" (Debord 1983 , section 64). When listeners are empowered to choose freely, they are simultaneously empowered to operate outside of bureaucratic systems that seek to control and exploit them. In the case of digital technology, listening often has the appearance of increased choice and empowerment, but at the cost of increased mediation. The spectacle of digital technology lulls listeners into believing, for example, that Apple's iTunes store represents an expansion of choices about where to purchase music only to later learn that Apple was systematically deleting non-iTunes-purchased music off of listeners' iPods every time it was connected to the service (Elder 2014) . The 21st-century perspectives of listening we are trying to capture in this anthology are twofold. On one hand, we seek to better understand how the increasing digital mediation of our musical experiences conflicts with and complements our earlier ways of listening. On the other hand, we want to know how our current epistemological position can help us interpret and understand our past practices.
There is no one right way to investigate the significance of listening in the 21st century. This anthology reflects this by seeking a diversity of voices and methods that find meaningful listening spaces in places we might not expect or have long forgotten about. the collection frame that point of intersection by focusing variously on issues of musical communities and the politics of media; taken as a whole, these essays present a contemporary evaluation of the diverse and changing structures of music delivery and affordance. While sound reproduction and music making has relied on digital technology since the early 20th century, the role of digital technology in how we become acquainted with and listen to commercial music is a fairly recent phenomenon. Our anthology is a response to the increasing dominance digital technology and other delivery platforms have had on how we buy and listen to music in the 21st century. We believe that the socalled digital turn has also changed the nature of what we understand music to be. Our anthology is an attempt to raise specific critiques of current music practices as well as make more explicit the implicit historical materialist critique at the heart of musicking. One way to see technologies such as social networks, streaming-music services, recommendation algorithms, virtual cloud storage, and portable listening devices is as an increased democratization of where and how we can have musical experiences. While these technologies make music possible everywhere, they have also changed the nature of how music and musical activities are commodified as well as their social meaning. This raises important ethical, socio-political, and philosophical questions. For instance, how do we define musical performance and labor in an age where so much music and musical taste is freely shared online? What is the value of music, musical performance, and creation in such a context? What is the fate of certain musical genres (Jazz, Classical, R&B, Hardcore, and Punk for instance) when their respective audiences have become amorphous (in the case of R&B) or seem to be disappearing (Classical and Jazz) in an increasingly digital era? Does radio mean the same thing when streaming music services like Spotify, YouTube, and Beats Music give users more choice and control of what, where, and how they listen? Do things like sound fidelity and detail mean much to listeners given the dominance of compressed file formats like the MP3? How has corporate media consolidation changed the relationship between music and other media forms such as cinema and literature? Has the shift away from musical formats like the cassette tape, the transistor radio and the vinyl record fundamentally changed how we think of music? Does the trend towards streaming and cloud-based music delivery services raise privacy issues for consumers yet unforeseen in the history of music? We have collected essays engaging with these questions and others that the digital turn in music has challenged us to answer. Some of them also address how past musical practices can provide a guide for the present. Through these essays we hope to construct a discussion of universal themes of modern music practices. Carleton Gholz's "The Scream and Other Tales: Listening for Detroit Radio History with the Vertical File" is one of two essays in this anthology addressing the relationship between radio and our 21st-century listening practices. Using Susan Douglas' canonical Listening In as a starting point, Gholz's contribution uses archival research and oral history to give us a sense of the way terrestrial radio stations have shaped the cultural and political imagination of the residents of Detroit, Michigan from 1941 to the present. For Gholz, the archive containing the history of Detroit radio is not only a resource but is itself an object of analysis. For a city so vital to American and world music, Gholz wonders why the historical record of its most important radio stations are either absent or, in the case of urban contemporary radio station WJLB, which recently located from downtown Detroit to the suburbs of Farmington Hills, contained in "one manila file folder of photocopied promotional materials going back only a few years." WJBL, which was purchased and relocated by its parent company Clear Channel, creates an occasion for Gholz to reflect on the longer history of Detroit radio and its meaning for critics of media and culture. In the aftermath of the Telecommunications Act of 1996, with the rise of non-terrestrial radio and Internet-based streaming services, Gholz contemplates what kind of listening space radio is now. While stalwart station WJLB still features live DJ late-night mixes, the rash of corporate consolidations in the wake of the Telecommunications Act has atrophied Detroit terrestrial radio options. Kieran Curran's essay, "'On Tape': Cassette Culture in Edinburgh and Glasgow Now," provides an ethnography undertaken in the two largest cities in Scotland (Edinburgh and Glasgow) both of which have vibrant independent music scenes. He presents interviews with a local promoter, a band, an independent label and a fan in each city, the subject being the seeming resurrection of cassette-tape culture in the digital era. The questions Curran seeks to answer are: Why is this happening? What issues arise out of the artifact of the "tape itself"? What is the appeal of such an oft-derided format, especially in the context of the proliferation of digital music? Are there unique sonic qualities that are preferable? Is the physical form of the tape somehow more "authentic" feeling than a digital download? He arrives at intriguing insights into the role of the cassette tape in contemporary Scottish music-making, as well as connecs with broader moves, internationally back to analog modes 1 2 3 4 5 6 7 8  9  10  11  12  13  14  15  16  17  18  19  20  21  22  23  24  25  26  27  28  29  30  31  32  33  34  35  36  37  38  39  40  41 PROOF Introduction: Listening in on the 21st Century 7 of production and distribution -albeit a move that is accompanied by the parallel realization that digital reproduction and distribution must also be incorporated.
In "Radio in Transit: Satellite Technology, Cars and the Evolution of Musical Genres" Jeffrey Roessner takes up the radical transformation of radio in the aftermath of the Telecommunications Act of 1996. While the stirrings of satellite radio technology date back to the early 1980s, it was not until after a vigorous lobbying campaign that, in 1997, the FCC created two satellite digital audio radio licenses to XM Satellite Radio and Sirius. Despite its relatively modest market share, Roessner argues that since its inception music stations on satellite radio have marketed and structured themselves as a simulacra of the counter-cultural freedom associated with 1960s car radio programming and culture. He writes that satellite stations achieve this by offering rock icons as live DJs as well as "radically challenging traditional musical genres [until] "the notion of genre itself disintegrates through the proliferation of numerous micro-genres." The effect of this breakdown in genre is to give the very illusion of capriciousness and discovery that terrestrial radio offered. Roessner, like Gholz, ends his contribution wondering what the future holds for satellite radio in an age of Internet-based music streaming services that offer a more privatized and tailored listening experience.
In "The Internet and the Death of Jazz: Race, Improvisation, and the Crisis of Community," Margret Grebowicz explores the effects of social networking on the jazz scene and how identities of what "jazz is" become inconsistent and uneven, in spite of the meta-level narratives at work in Kickstarter and other initiatives that depend on the logic of a unified, univocal social body. Mediated by these social technologies, She proposes, the jazz scene constitutes an inoperative community in Jean-Luc Nancy's sense of the words, in which the "with"-ness of being-with-others forecloses the "thing" that the community is. In other words, in the era of social technologies there is no jazz community understood as a thing with particular, describable attributes, but the "we" of jazz consists of social actors being with/against each other in politically productive ways. She draws on Jean-Luc Nancy's The Inoperative Community and Jacques Derrida's work on hospitality and democracy to support this thesis.
Like many of the books contributors, Richard Purcell's "A Brief Consideration of the Hip-Hop Biopic" examines the interaction between music and labor in the 21st century. Cinema, primarily through the genre of the musical and biopic has created elaborate fantasies that 1 2 3 4 5 6 7 8  9  10  11  12  13  14  15  16  17  18  19  20  21  22  23  24  25  26  27  28  29  30  31  32  33  34  35  36  37  38  39  40  41 PROOF 8 Richard Randall and Richard Purcell present music and its related activities as un-alienated labor. Despite the crisis in valuation peer-to-peer and music streaming services have exposed in the late 20th and 21st century, films about musicians and music continue to perpetuate these myths. Purcell's essay argues that hip-hop "biopics" are a valuable resource in tracing the complicated relationship hip-hop culture -and the arts within neoliberalism -has with creative labor. Most of his essay focuses on the first cycle of fictional films explicitly about hip-hop culture; with particular attention paid to Edo Bertoglio's Downtown 81 (1981), Charlie Ahearn's Wild Style (1982) and Michael Schultz's Krush Groove (1985) . These films, more than any others of this early cycle, represent the shifting values that collectives and creative labor have within hip-hop culture once the priorities of high concept cinema transform cinema into more of a "listening space."
Damon Krukowski has been involved as a musician in the industry for over 25 years. In this time, he has seen unprecedented transformations in how musicians are able to both make music and make money with their music. His essay, "Love Streams," details his personal experiences coming to terms with the "new music industry" giants of Pandora and Spotify as a member of the band Galaxie 500 While their music is played frequently on these services, they get almost no royalty money in exchange. He goes on to write that these services are not record companies and do not actually do anything to support the creation or distribution of new music. Ironically, companies like Pandora and Spotify are not in the music business. Rather, he argues, they exist to attract speculative capital. The conclusion is that musicians cannot look towards these new distribution powerhouses for any kind of meaningful support. Richard Randall's "A Case for Musical Privacy" positions streaming music services as an unprecedented kind of listening space that has serious social and political economic ramifications. His work decodes the importance of music in our lives and how we use music to construct, support, and revise personal and social identities. He locates what Fuchs and others call prosumption in Web 2.0 technologies in general and streaming music services in particular. The connection between prosumption and surveillance has been widely discussed in recent years and Randall argues that listening is not passive but active, and that the choices we make in listening have the capacity to reveal important and private personal information. Our naive attitudes about musical listening and musical identities are due, Randall argues, to our misplaced belief that listening is material engagement. Instead, he asks us to appreciate that music is not a thing, but a fundamental and critical human activity. By focusing on the experience of the listener, Randall's 1 2 3 4 5 6 7 8  9  10  11  12  13  14  15  16  17  18  19  20  21  22  23  24  25  26  27  28  29  30  31  32  33  34  35  36  37  38  39  40  41 PROOF Introduction: Listening in on the 21st Century 9 essay complements Krukowski's essay to create a broader critique of streaming music services.
Graham Hubbs' "Digital Music and Public Goods" tackles the central concerns at the heart of music and music listening in the 21st century: from where and how do we acquire our music. Approaching these concerns from the disciplines of ethics and political philosophy, Hubbs argues that the discourse of piracy that we have traditionally used to describe informal and more organized peer-to-peer networks is antiquated with the ubiquity of digital file formats. This transformation of the musical object into a "spaceless" object has forced us to reconsider older concepts of copyright and property rights. Hubbs suggests that this has led to a "partial decommodification" of the music object and that our various attitudes concerning the legal status of digital music comes from the fact that digital music lacks the "hallmark features" of private property. Hubbs' mediation on music format, storage, and property law leads him to declare that music is in fact a public good, which explains why the institutions and ideologies of private property are so poorly equipped to deal with human music making. Jonathan Sterne's essay "The Preservation Paradox" juxtaposes the power of digital storage and encoding of sound media against its fragility. While digital technology allows for unprecedented ease in the storage and collection of sound files, this power, he argues, is an illusion. At issue is the all or nothing identity of digital files. While a damaged vinyl record may play with some scratches and pops, the corrupted data file will not. Digital data, he says, "have a more radical threshold of intelligibility." One moment they are intelligible, but once their decay becomes palpable, the file is rendered entirely unreadable. In other words, digital files do not age with any grace. "Where analog recordings fade slowly into nothingness," Sterne writes, "digital recordings fall off a cliff from presence into absence." Kathy Newman begins "Headphones Are the New Walls: Music in the Workplace in the Digital Age" by asking us "What kind of listening space is an office space?" If you happen to work in an open plan workspace the likely answer is an incredibly noisy one. With the rise of the New Economy and what Andrew Ross has termed "no collar" work, there has been a rapid adoption of more efficient and humane-seeming workplace design. As Newman reminds us, sound is the unruly, anarchic component in the open office plan and her essay explores the multiplicity of ways corporations and workers attempt to strategically manage the office soundscape. Her analysis of over a decade of sociological and organizational behavior research 1 2 3 4 5 6 7 8  9  10  11  12  13  14  15  16  17  18  19  20  21  22  23  24  25  26  27  28  29  30  31  32  33  34  35  36  37  38  39  40  41 and mainstream journalistic press accounts of the effects of music at work reveals that behind these strategies lies a similar desire to make the workplace more humane in order to extract even more surplus labor. The sonic self-care workers perform with digital audio players and high-end noise cancelling headphones is just as problematic as the decisions made by management to pipe in Justin Bieber to increase typing efficiency. Ultimately, Newman wonders if the battle over the corporate office airwaves and the kinds of power and autonomy held by workers across the board is a potential opening for a shift in their class consciousness.
Sumanth Gopinath has the unique distinction of being a "ring-tone scholar" having studied the phenomena for a number of years and written the book, The Ringtone Dialectic. Gopinath's essay "Researching the Mobile Phone Ringtone: Towards and Beyond The Ringtone Dialectic," reflects on this program of research and the fading away of what was once a $3 billion industry. He details the technological history of the "ringtone-as-listening space" and its political economy. The ringtone is responsible, he claims, for creating what we now call the "mobile entertainment industry." An optimistic convergence between mobile technologists and the music industry brought claims of a new era of mobile music. The ringtone became so ubiquitous in the mid-2000 that composers started to incorporate these sounds into their concert music. These sounds, such as the Nokia Tune or the iPhone Marimba, became part of our everyday experience. His essay details the remarkable decline of this once dominant industry with critical reference to its cultural, political, and economic ramifications.
Our contributors represent a wide variety of intellectual and practical engagements with music. Each essay offers a unique voice that we hope will connect with each contributor's community and draw them into our discussion. We hope not only to critique past and current practices, but to also demonstrate that these issues are not the domain of any one particular group of intellectuals or practitioners. 
